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this kind of friendly services in the future! The base of the poem may be a dull, traditional concept of elegy; it is the linguistic subtleties, the thematic flexibility, the psychological verisimilitude and acuteness which give it sparkle.
H. AKBAR KHAN UNIVERSITY oF NOTrINGHAM PROPERTIUS 4. 11: GREEK HEROINES AND DEATH Although Propertius' Cornelia elegy (4. 11) has been almost universally admired' and Scaliger's judgment, regina elegiarum, is frequently repeated, most of the praise lavished on this poem is occasioned by extraliterary considerations. Most applause is directed at its morality, at the edifying things it seems to be saying about death and about some peculiarly Roman virtues. Propertius, it is so often stated or implied, after a long and unfortunate infatuation with Cynthia and with Alexandrianism, has at last managed to find inspiration in the life and death of a good woman, a Roman matron, and to depict her thoroughly Roman character with fitting dignity.2 Some regard the poem as a statement of Roman excellence worthy to stand beside supposedly similar passages in Virgil and Horace.3 Others discern an attitude toward death that is deeply religious,4 almost Christian.5 I believe that such ways of looking at the poem seriously distort its meaning.
What close analysis has been done has concentrated on mapping out the rhetorical structure of the poem and tracing its themes to the epitaph, eulogy, or consolatio,6 or on answering the question of where we are to imagine Cornelia to be during the action of the poem.7
As a contribution to a reappraisal of the elegy, in less narrowly patriotic and inspirational terms, I should like in this paper to explore two important aspects of its literary technique, the use of Greek mythological heroines and the imagery of death, in order to show how the former qualifies and complements the specifically Roman character of the poem and how the latter suggests an attitude toward death darker and more pessimistic than is usually recognized.
Greek mythological heroines play as central a role in this poem as they do anywhere in Propertius, although the only heroines to whom Cornelia is compared by name are not Greek but Roman. Part of the reason for their apparent absence is that it would be somewhat inappropriate for a Roman noblewoman, speaking in her own person, to cite Greek heroines as explicit parallels for her conduct. But the Greek heroines are here and the Roman women are not substitutes for them but complements.
Although commentators usually point out the reminiscences of Georgics 4 and of the Alcestis, they have not explained their allusive function in the economy of the poem. In his most obvious borrowing from Georgics 4, Propertius imagines the denizens of the underworld falling silent in order to listen to Cornelia just as they had listened to Orpheus (V. G. 4.481 ff. and P. 4. 11. 21 ff. The myth of Orpheus and Eurydice is first introduced in the opening lines of the poem: before the closed door of a bustum a man stands, weeping, unreconciled to the separation from the woman whose remains the bustum encloses. In a grim travesty of a real house, both the bustum itself and the underworld are conceived of as a house to which a man is denied access. As Copley saw, the dramatic situation and the language cast Paullus in the role of the exclusus amator.9 The importation of this convention from erotic elegy might seem out of place in the context of marriage, but Propertius preserves propriety by employing allusion rather than direct statement. The importation is further justified by the implied parallel with a mythological exclusus amator. The house before which Paullus stands is no ordinary house but the house of death, and his antagonist is no jealous uir or diligent ianitor but death itself. As such he is clearly intended to recall Orpheus in his attempt to deliver Eurydice from the under- With great discretion and delicacy, Propertius thus presents this Roman woman as two Greek heroines, one the type of the beloved wife, the other the type of the loving wife and mother, and both wives who died untimely deaths. Since the husbands of both heroines are types of mourning carried to excess, he is also able to read Paullus a gentle lesson in moderation in grief-a grief which Cornelia speaks of in opening lines in a tone very close to annoyance-in the didactic or hortatory use of exempla so common in his work. It seems hardly necessary to say that he does not intend a one-to-one correspondence between Cornelia, Paullus, and their mythological counterparts and that some of the details are not relevant, for example, the eventual rescue of Alcestis by Hercules and the unpleasant qualities many modern readers find in Admetus' character.
By making Cornelia into a Eurydice and an Alcestis, as he had once made Cynthia into an Ariadne and an Andromeda, Propertius has idealized a Roman matron and universalized her experience; through Greek mythology he has transcended the narrow, traditional grounds on which a woman could normally be eulogized in Rome. At the same time, the allusive subtlety with which the mythological heroines are brought into the poem keeps the Greek material from seeming a tasteless intrusion into an intensely Roman context; rather, the Roman ideal is placed in a broader perspective which enlarges it without denying its validity. Before leaving the topic of Greek heroines, it might be noted that in calling down upon herself the punishment of the Danaids if she fails to tell the truth (27-28), Cornelia thus implicitly associates herself with Hypermestra, the one Danaid who remained a loyal wife.
To examine the treatment of death in the poem we must return to the opening lines. From the very beginning a vision of the finality of death is placed before our eyes so grim and so powerful that nothing to come later in the poem can completely dispel it. Without any preliminaries, immediately after the donnish tone of scholarly inquiry with which 4. 10 ends, we suddenly hear a voice from the dead. We heard a voice from the dead in an earlier poem, 4. 7; but there was at least a short introduction there, and we were thus somewhat prepared for the ghostly voice. Some of the mournful sound effects and echoes may be Virgilian.13 But we have the gloom of Virgil without his counterbalancing vision of hope and rebirth. Undercutting any traces of the majestic Virgilian sadness is the more macabre and pessimistic atmosphere characteristic of Propertius on the subject of death. Then, in the bitterest lines in the poem, Cornelia descends to the depths of despair with her bleak recognition of the futility of human achievement, especially as a Roman understood human achievement, in the face of death: "4quid mihi coniugium Paulli, quid currus auorum / profuit aut famae pignora tanta meae? /non minus immitis habuit Cornelia Parcas: / et sum, quod digitis quinque legatur, onus" (11-14). Since it is in precisely these terms that her defense will shortly be conducted, this emphatic denial of their relevance, sub specie aeternitatis, strongly qualifies that defense before it has even begun. Throughout the eulogy we are forced to remember that although the demonstration of her virtue may refute the charge that her untimely death is , 1958) That Virgil's knowledge of geography was extensive and peculiar, and that for the ancients, as for us, the river that symbolizes Germany is the Rhine, are propositions that scarcely require proof. It is therefore with dismay that we deduce from line 62 above that the poet supposed that the Saone was a German river. Such ignorance is intolerable in an educated Roman writing some dozen years after the publication of Caesar's Bellum Gallicum, from which (1. 12) all might inform themselves, if such information was not already common knowledge, that the Sa6ne "per fines Haeduorum et Sequanorum in Rhodanum influit." Nor is it rendered more tolerable by the consideration that less than three years previously, on 9 October 43, Lugdunum had been founded as caput Galliarum at the confluence of Saone and Rhone.' In 40, when Virgil wrote the first eclogue under the impact of the confiscations,2 it was no less impossible for Germans than for Parthians to drink the waters of the Arar. Stylistically, the artful antithesis of the adynaton3 is spoiled and obscured by the introduction of a word that does not immediately and indisputably carry the connotation of "Germany."
The comfortable answer to this difficulty is that the Arar, wherever Virgil supposed it to flow, was correctly known by him to be a river in the west of Europe, and that this is good enough to serve the poet's purpose in making his antithesis. One has scarcely formulated this unflattering defense when an objection presents itself. When a Roman thinks of the far west, his thoughts not unnaturally turn to Spain, and nothing prevented Virgil, had he so desired, from writing "aut Baetim Parthus bibet aut Hispania Tigrim." It seems, then, that his intention was to hint at the far northwest, an area as distant as could be from the Parthians on the southeastern fringe of the Roman world. If this is so, the Arar was a singularly unhappy choice, since it was neither very western, nor very northern, nor very remote. Furthermore, the emphatic introduction, ante pererratis amborum finibus, conjures up a clear picture of an exchange of territories by peoples up to the further limit of each other's land: both fines and pererratis convey NOTES 
